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BIOGRAPHY 


Galla-Rini 


Births. Dates. Places. Facts and figures. Biography is summed up in just such terms. 
Genius escapes and refuses to be boxed about with figures. Genius breaks away and 
climbs a ladder of its own building. The footing may be wobbly and uncertain but the 
top leans against the sky. Genius does not worry but keeps on climbing. Galla-Rini 
does just that.. Only his ladder is a musical staff and the stout facts and the sturdy fig- 
ures are whole notes and quarters and eighths and they swing on the five lines and 
crowd the four spaces. And the melody they improvise is a choral song of a gifted 
youth. 


Born in Vigevano, Italy, in 1907. Born with what is known as a perfect pitch ear- 
a rare faculty ainong musicians —it is the one gift that undoubtedly helped him to at - 
tain his present prestige. His birth was not “a sleep and a forgetting.” He must have 
remembered music from other spheres, otherwise he would not have been assigned as 


a mere baby of four-to the Conservatory of Milan. 


Two years later this six year old boy prodigy crossed to America where he joined 
his father and two sisters in a vaudeville act. The years he toured with his father, who 
was a noted international bandmaster, were busy years. Beside the necessary stage 
duties he found time for hard study. Under Professor Van Broekhaven at Carnegie Hall, 
New York City, he mastered Harmony, Counterpoint and Musical Form. Other teachers 
aided him to acquire a school education which prepared him for social and public life 
apart from his professional one. Somehow, somewhere he discovered that time was 
elastic and in the stretched hiatus he learned to enjoy all the games of sport. To-day he 
is at home in the water,on the court or the links. Galla-Rini is a typical modern Ameri - 
can youth, mentally able and physically fit to meet any and all demands that his pro - 


' fession might require. 


1924 was a memorable date for the seventeen year old boy. It was the year that 
the able Harry C. Stimmel became the sponsor of Galla-Rini. From that date on suc- 
cess followed success. Headliner in vaudeville. World renowned recording artist. He also 
made a record number of broadcasts in all the leading stations from coast to coast and in Can- 
ada. To-day at twenty-four, Galla-Rini is a renowned musician, and the foremost master of the 


Piano- Accordion. 
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Preface 


Simplicity is the keynote of intelligent instruction. 


A complete mental grasp upon any subject depends wholly upon the 


clear and direct method employed in the presentation of that subject. 


To teach you must know. 


Galla-Rini has given all the years of his life to the study of music... 


He has specialized upon the Piano-Accordion. His directions for play- 
ing this instrument are stated in plain and easily comprehended terms. 
There is nothing to question, nothing to confuse in the simple and short 
instructions outlined upon these pages. They are easy to receive, 


easy to retain and equally easy to impart again. 


The student of application will discover, after he has mastered 
the terse and comprehensive exercises, that he has not only acquired 
the mastery of the Piano-Accordion but that he has also gained a sur- 


prising knowledge of all music. 


Since the bass clef indicates the left hand, he will have at his dis- 
posal endless resources of piano music; all of which he can utilize and 


correctly apply to the instrument in question. 


Outstanding features of this book are the “Review of most impor- 
tant chords for the Piano-Accordion” which includes the chords most es- 


sential to modern music, and “100 Jazz Breaks for the Piano-Accordion.” 


All pupils and teachers of the Piano-Accordion will appreciate these 


studies of a complete and simplified method. 


CL ee nee 


= . SS ee 





The Evolution of the Piano-Accordion 


Pan began it back there in the pagan days. 
And a woman was the inspiration. 


Mythology tells us that this son of Mercury fashioned water reeds into a shepherd’s 
pipe and called it a syrinx in memory of the wood dryad he had loved and lost. 


Centuries later the Egyptians studied this primative form of reed music and re-con- 
structed it into something else again—a flute of plaintive melody that told the same tale 
sighed into it by the god of woods and fields and flocks. 


Both Greece and Rome, fascinated by the music that came from these age-old pipes, 
contributed their share in the invention of wind instruments. 


This voice of the reeds and the wind drifted eastward into the heart of the Orient. 
There a musician in China arranged pipes into a hollow gourd and sounded it by the 
mouth through another pipe shaped like the spout of a teapot and called it a cheng. In 
this cheng was incorporated the principle of the harmonium. Therefore the pipe organ 
which to-day plays sacred music in the house of worship dates back to that hour when 
music first sounded in the haunts of shepherd, nymph and satyr. 


Something less than a century ago, Damian, of Vienna, took up the harmonica, or 
mouth- organ, and transformed it into a reed instrument with a keyboard of five keys and 
called it an accordion. Like the original instrument, the accordion was something that 
could be improved upon and keys were constantly being added until to-day they number 
forty-one. 


A manufacturer of accordions in the small town of Castelfidardo, in the province of 
Ancano, Italy, about thirty years ago completed the dream of a lifetime when he invented 
and perfected that unusual and strikingly beautiful instrument known as the Piano-Accor- 
dion. : 


The Piano-Accordion of the present time contains a right-hand keyboard which is an 
exact duplication of the treble clef as found on the piano, consisting of forty one keys. 
The left-hand bass keyboard averages one hundred and twenty keys. These embrace 
forty bass notes and eighty chord combinations. The construction of the Piano-Accor- 
dion is of an intricate, yet delicate and minute nature. The folds situated in center of the 
Piano-Accordion are known as the bellows, which is manipulated by the left hand, pro- 
ducing the air pressure through the reeds, causing the reeds to vibrate, and by the man- 
ner of manipulation, will bring forth the dynamic expressions and shadings necessary for 
correct musical interpretations. The bellows bear the same important relation to this pic- 
turesque instrument as the bow does to the violin. 


Though the Piano-Accordion has no resemblance to the pipes of Pan, the music has 
the same power to stir and thrill when played by a master hand. 
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CORRECT POSITIONS FOR HOLDING THE PIANO-ACCORDION i 





SUGGESTIONS ON CORRECT WAY TO PRACTICE 


A careful study of the above illustrations “Correct positions for holding the Piano- 
Accordion” will enable.one to manipulate the instrument in a free and easy manner. Ad- 
just the straps to meet your own requirements. Straps should be adjusted so that the 
instrument will not move during the manipulation of the bellows. 


It is most important that the practice sessions be arranged ina regular and system- 
atic manner. 


One hour of thorough practice every day will be far more beneficial than to practice 
three hours one day and then let several days elapse between practice sessions. 


Never practice when tired. The best results will be obtained when the mind and mus- 
cles are relaxed. 


Never hurry. Master each study and exercise in turn as they appear in this book. Ev- 
ery small detail in your preliminary training is most important. 


Cultivate a steady and even tempo, which if faithfully adhered to will become a nat- 
ural instinct. 


The technique should be developed to the point where every note is produced in a 
clean-cut manner. ; 


Develop a pleasant personality. When playing never allow a difficult passage to re- 
flect in your facial expression. Make every effort to convey confidence in yourself by’ 
looking at your audience as much as possible. 


Always remind yourself that there is no better substitute for practice, than more 
practice. 
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Rudiments of Music 
CHAPTER I 


Music is written on five lines called the staff. These five lines and the four spaces 
between them constitute the degrees of the staff and we speak of them in regular as- 


cending order as the first line, first space, second line, second space, etc. 


THE STAFF 


Lines Spaces 


Hxeample ee) ce ee 


The staff is extended by added lines above or below, also called ledger lines, which 
we speak of as the first added line above, the second added line below, etc. These are 
short lines. | 


LEDGER LINES 


ate 
— 


|— 


Example :- 


Musical tones are represented by symbols of various types which we call notes. These 
are named from the first sevea letters of the alphabet repeated over and over until we 


have covered the entire range of musical sounds. 


There are so many of these that a single staff of five lines cannot hold them all. 
Generally two staves are employed, one for the higher sounds and the other for the 
lower sounds. These are distinguished by signs called clefs which are placed at the 
beginning of the staff. The treble clef indicates the high tones, the bass clef the low 
tones. 


TREBLE BASS 
or G clef or F clef 


Lines Spaces 
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The study of the piano keyboard is helpful in learning the rudiments of music and 
prepares the student for playing piano music on the Piano-Accordion. On the piano 
you will notice that we have black and white keys. ‘ The black keys are grouped in 
twos and threes. It is from these that we locate our white notes. In music the tone 
called “C” is the natural beginning point. We find the “Cs” on the piano immediately 
to the left of the group of two black keys. Middle C is that C just below the exact 
center of the piano keyboard. This divides the keyboard in two halves, the upper 
half being written in notes placed in a treble staff, the lower in a bass clef. The 


notes around middle C can be placed in either staff. 


THE KEY-BOARD OF A SEVEN-OCTAVE PIANO 


EAA Ae 


FTE ate tale OCU RER Gee yon eae nc Se a es ie uean 2 hee Weegee aM anew Se 











EEE Ee eee 
CES ECD UE OM! Ee) SDR MS GE ES Ge Oe O_O oes ot Ga cer, ee eT es he oe \ 
FGABCDEFGABCDEFGABCDEFGABCDEFGABCDEFGABC 
pcDek 
PGA BASS TREBLE 


The beginner must learn well the notes within the two octaves below middle C and. 


the two octaves above middle C. An octave is the distance from one note to the next 
note of the same name. First locate all the Cs within these limits. You will notice 


that the C’s in the bass clef are a reflection of those in the treble clef. 


C on the second added line above. 
C in the third space up. 

on the line below the staff. 
Example:- ; 
on the line above the 9 staff. 


C in the third space down. 





C on the second added line below. 


Example:- 





33678 


a ee De ee 


40 
CHAPTER II 


The symbols called notes are made in various forms which indicate the length or 


duration of a musical tone. Those in common use are shown in the following table: 





RGSS DTC EGE GEE ee HHP Se SS 

* BG { DME OT. SP | RE ORI ees or | 
Example -- RS ES ee ee EN CC (EE Ee Le 
—$_t ft dP 


Whole Note Half Note Quarter Eighth Sixteenth Thirty Second 
Note Note Note Note 


Each note in this table is half the length of the preceding note. Whole notes and 
half notes are white notes, all the others are black. All except the whole note have 
“stems” added to the note-head, and the eighth, sixteenth, and thirty-second notes have 
“flags” attached to their stems. These flags are often joined together as in the next 


table. Stems may go up or down from the note-head. 


A whole note usually has four counts, or beats. The half note has but two counts 
and the quarter note only one. Eighth notes are counted two in one beat, sixteenths 
four in one beat, thirty-seconds eight in one beat. Thus the comparitive length of 


notes is:- 


Example:- 


Whole 


Half 


Quarter 


Eighth 


Sixteenth 


Thirty- 
Second 
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Marks for silence in music are called rests. These are of equal length to the notes 


illustrated on preceding page. 


Whole Rest Half Rest Quarter Rest Eighth Sixteenth Thirty-Second Rests 

RAS aY 

SSE... Pe 

Example:- | §°§_E=———=-—=—— 


A dash below A dash above 
the line. the line. 


A whole rest is used to indicate an entire measure of rest regardless of the num- 


ber of beats or counts in such a measure. 


Dots after a note add half the value of the original note. 


_€Pe COuaic 4) “7 I fe equals. 77 eh Uhm cCconaIs. 6B 
= (ED 2H OAM as fhe alee 





Example:- SS baka ES 2 SS knee eS ee mene arate 


Sa Ee — 
| 2922 OOUaliC 4) £4 @ I fees oqialo ff 
a bri tee ciate SEB) SANS OS A Gadits eodatrenk aR SSS 

be Ege ay 


Example:- See 





Dots are not ordinarily added after rests, but if so added, the same rules governing dot- 
ted notes apply. 


Other groups of notes which should be understood are those marked with italic 
figures, usually 3 or 6. The 3’s are called triplets and indicate that three notes are 
to be played in the time value of two notes. The 6's are called sextuplets and are to 


be played in the time value of four notes. 


Example:- 


3 
| triplet in the time value of Ef 


6 


| | | | | | sextuplet in the time value of | | | | 
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CHAPTER III 


Music is divided into regular sections called measures by means of lines drawn ver- 
tically across the staff. These are called bars. Double bars are used at the end, or to 


indicate the end of a section. 


Example:- 


Brace 





The time of a piece of music means the number of beats or counts contained in 
each measure. This is indicated at the beginning, immediately after the clef sign, by 
two figures the upper one of which tells the number of counts in each measure, the 
lower one the kind of note which is to receive one count. 


Simple time has two, three, or four beats to the measure and is called duple, tri- 
ple, or quadruple time accordingly. 
Example:- Also called “Alla Breve” 


Duple or binary time. 
Two beats to the measure. 


- Triple time. 
Three beats to the measure. 


Quadruple time. 
Four beats to the measure. 





Compound time has six, nine, or twelve beats in a measure, but these may be count- 
ed as two, three, or four. 
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Time with eight counts to the measure is unusual. Time with five or seven counts 


to the measure is peculiar. All of these are occasionally used, however. 


Examples:- 





CHAPTER IV 


Notes which are unaccompanied by additional signs are called natural notes and 
indicate the white keys of the piano. To indicate the black keys we use signs called 


sharps and flats which are placed immediately before the note. 


A sharp (#) indicates that the note is to be played one half step higher, that is 
the black key immediately to the right in the case of F#, Gt, At, C# and D#. When 
B# or E# occurs we play the next white key to the right. 


A flat (b) indicates that the note is to be played one half step lower, that is the 
black key immediately to the left inthe case of Gb, Ab, Bb, Db and Eb. When Cb or 
Fb occurs we play the next white key to the left. 


A natural (4) restores the original pitch, canceling either a sharp or a flat. 


When sharps or flats occur throughout a piece of music they are not marked be- 
fore each note but are placed at the beginning of the piece, between the clef and 
the time, and we call this the signature. The sharps or flats in the signature always 
come in the same order and mean that the notes they indicate are sharped or flatted 


throughout the piece. 
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Sharps come in this order in the signature:- 





Incidental sharps, flats or naturals are those not indicated in the signature. These 
are often called accidentals. They influence the notes of the same name for one meas- 
ure only and are usually repeated when a note of the same name occurs in a different 
octave. They can affect the very first note of the next measure, either with or with- 
out the use of a “tie.” 


Examples:- 





All C’s are sharp. All B’s are flat. The Dis sharp in the second measure, B is flat in the second measure. 
octave B_ has to be but C is not sharp. 
marked. 


Double sharps (x) and double flats (bb) are also used. These raise or lower the 


pitch of a note two half steps. 


To restore a sharp note after a double sharp, or a flat note after a double flat 


compound signs were formerly used. Modern music uses only single signs. 


Examples:- 


Fx playedlikeG Bh, playedlike A Old and new way to restore FH after Fx. 





33678 





45 





CHAPTER V 


Many signs are used in music to indicate sections that are to be repeated or 


played over. 


Dots are used before a double bar when the section just played is to be repeat- 


ed. Diagonal lines are sometimes used in addition to the dots. 


When dots occur after a double bar this is a warning that the next section re- 


peats. You are to remember where this double bar is for you will have to come 


back to it. i 


When a section repeats and the last measures are different we use what we call 
a first and second ending. Here the dots indicate the repeat and the figures 1 and 


2 enclose the measures that are to be played on the first and second time through. 


Example:- 


Omit these measures 
the second time. 


Da Capo, abbreviated D.C., means to go back to the beginning. 


When a sign (%) occurs you are to remember where itis placed. There will be 
another similar sign later, usually accompanied by the words Dal Segno, often ab- 
breviated to D.S., which indicates that you are to go back to the first sign. 


To show how much of the music is to be repeated after going back we use the 
word Fine, meaning end, or the sign A\ over a double bar to indicate the point to 


which you are to play. 
fn 


Fine 


The fermate, or pause, or hold, (@\) is.also used over a note to indicate that the 
note is to be held longer than its usual value (7) or over a rest to signify that there 


is a longer rest than the actual indicated value. 


f\ 
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The coda sign (@) is used to show that you are to go from there toa section at _ 
the end of the music called a coda. When this is used you pay no attention to it when 
playing through the piece the first time, but after a D.C. or D.S. you play up to the 
@ and then jump to the end of the piece to the place marked Coda or ©. 


The word Bis is used over a small section to indicate a short repetition. It means 
twice. 


Other common signs are:- . 


used to indicate that these measures are 
the same as the first. 


used to indicate that the other beats in the 
measure are the same as the first. 


used to indicate that the preceding two 
measures are to be played over. 





Other forms of endings are:- 


| Fine |! 


Example:- 


Make no repeat but skip the “Fine” measure. You will have a D.C. or D.S. after 
‘which you skip the first ending taking only the “Fine” ending. 


14 If2 3 or Fine | 


Example: == — —— J 


Here we take first ending, make a repeat, take second ending skip the 3d or Fine 


ending, go on. After the D.C. or D.S. skip both 1st and 2d endings and take only the 
last ending. 


It is generally understood that after the D. C. or D.S. one is not to make the repeats. 


Octava alta (8¥@ alta, or simply 8Y@) means to play an octave, or eight notes high- 
er than the music is written. 


Loco restores the original pitch after an 8V@ has been used. 
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CHAPTER VI 


Expression in music is indicated by various words and signs which may be grouped 
under different headings. 


First there are those which signify the dynamic force, that is the loudness or soft- 
ness of the music. These, with their abbreviations are:- 





Pianississimo, abbreviated ppp, meaning extremely soft. 


Pianissimo, i pp, ‘ very soft. 
Piano, : Dp, * soft. 

Mezzo Piano, mp , ‘ rather soft. 
Mezzo Forte, iy mf , . moderately loud. 
Forte, t Ff, - loud. 
Fortissimo, i Et ‘4 very loud. 
Fortississimo, <5 ID: is extremely loud. 


Crescendo, abbreviated cresc. or ——___, means increasingly loud. 
” 


Decrescendo, decresc. 
or or __———>,, means becoming softer. 
Diminuendo, ‘3 dim. 


——» 0 


Style in playing is further indicated by other signs and abreviations of words, as 
follows:- 


Legato means to play smoothly, or to connect each note with the next. 


A slur is used to indicate the legato. This is a curved line written either over or be- 


low a group of notes. 


The tie, which is a similar curved line, indicates that two notes of the same pitch 


are to be played as one. 


Examples is 





Horizontal dashes above or below notes mean that they are to be played sustained, 


but not quite legato. 


33678 





18 


Staccato means to separate the notes, or to shorten each note a little, putting slight 


rests between them. 


A dot above or below a note is used to indicate the staccato. A we dge similarly 
used indicates a very sharp staccato. We also use a dash and dot to indicate less 
staccato. 





Examples:- 


aris Marcato or ac- 5 
Staccatissimo Staccato cented and sus- Sustained but 
not slurred. 


tained. 


— oto 


Force applied to single notes or groups of notes is indicated by signs called ac- 
cents or words having a similar meaning. 


The acute accent is like a heavy letter V upside down. This indicates more force 
than the ordinary accent, which is like a letter V placed sideways. 


The words belonging to this group are:- 
Forza, Forzato, or Forzando, abbreviated fs, meaning to accent a particular note. 
Sforza, Sforzato, or Sforzando, abbreviated of or sf%, has a similar meaning. Ee 


' Rinforzo, Rinforzato, or Rinforzando, abbreviated 7f or rfs, usually means a less 
sudden accent and is frequently applied to groups of notes rather than one sin- 


gle note. re 
Exanples:- PEP | 
>> sfz 


— oto 


Words which have to do with slowing down or speeding up the tempo of music are:- 
Rallentando (rall.) gradually slower in time. 

Ritenuto, ritardando (rit.) delaying the time gradually. 

Accelerando (accel.) gradually increasing the velocity. 

Calando (cal.) gradually softer and slower. 

Morendo (mor.) dying away. 

Perdendosi (perd.) dying away with a slight rallentando. 

Incalzando (incal.) with growing warmth and fervor. 

Ad libitum (ad.lib.) at pleasure, leaves the tempo to the discretion of the player. 


Tempo Primo, or “a tempo”, restores the original rate of speed after slowing down or 
speeding up. 


—>o<o=—— 


Dolce means softly and sweetly. 
Tenuto means held on, or sustained in full value. | 


Cantabile means ina singing style. 
99678 
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CHAPTER VII 


There are many ornaments in music which are indicated by various signs, or by very 
small notes. 


An appoggiatura is a small note placed before alarge note. This generally takes 
one-half the value of the large note, but in the case of dotted notes frequently takes two - 
thirds of the value. 


Examples:- {4 





Written Played Written Played Written Played 


These are often called long grace notes. 


Short grace notes are called an acciaccatura. They have a diagonal line through 
the stem and flag of the note and are played as ec as possible, on the beat but with- 
out accent. 


Examples:- 





Written Played © 


The Turn is made with the notes surrounding the note with which it is used, starting 
with the note above, then the note itself, down to the note below and then back to the note 
itself. b 









Prat — U 
__@—,, _£_2—.. 0. 1 _>__..._ 2. —._ 2 _|-22._422_|._ a _“auirbalt fi 5) eo 
ee a Je SO ed PY AK ON Bd PN Se ee i ee | 






Examples:- tHe — — ft re ee eer e T 
| | a 1 2 SON A TR oe ON | MRO a | 








Written Playéd Written Played Written Played Written Played Written Played 
There are varieties of turns which are played in other ways but these are uncommon. 


The Trill (or shake) is played by starting with the note above and alternating that note 
with the principal note as rapidly as possible, usually ending with a turn. 


Example:- 





Written Played Turn 


The Mordent is like one trill and should be played exactly on the beat upon which the 
principal note would come. It is usually played as follows, but the use of it is not al- 
ways clearly indicated. There are mordents and inverted mordents and the signs for 
them are often confused. 


Example:- 
Written Played 


The arpeggio sign is used to indicate that the notes are not played together but in 
very quick succession from the lowest to the highest. 


Example:- apis 


CHAPTER VIII 


An interval is the distance from one note to another. Intervals are named by counting” 
the number of letters from the one note to the other. Thus Cto A means from C upto A, 
and as this distance covers C D E F G A the intervalisa sixth. Intervals can be count- 


ed down as well but we usually reckon them up. 


General names for intervals are Primes, Seconds, Thirds, Fourths, Fifths, Sixths, Sev- 
enths, and Octaves. There are Ninths,Tenths etc. but these repeat, at a greater distance, in- 
tervals we have already had. 


Specific names for intervals are Perfect, Major, Minor, Augmented and Diminished. 


Thus we may have Major Thirds, Minor Thirds, etc. 
Table of Intervals: 


Perfect Augmented Minor Major Augmented Minor Major Diminished 
Prime Second Second Second Third Third Third 





Diminished Perfect Augmented Diminished Perfect Augmented ~ Minor Major Augmented 
Fourth Fourth Fourth Fifth Fifth Fifth Sixth Sixth Sixth 





Minor Major Diminished Perfect Diminished 
Seventh Seventh Seventh Octave Octave 


After you have studied the next chapter you will observe that the intervals between 
two roots, root and fourth, root and fifth, root and octave of the major scale are called 
perfect. Between the root and any other tone of the major scale the interval is called 


major. 
Major intervals are made minor by decreasing the size one-half step. 


Perfect and major intervals are made augmented by increasing their size one-half 
step, except where this would then make them sound like a perfect interval. (For instance, 


there is no augmented third.) 


Perfect and minor intervals are made diminished by decreasing their size one-half 
step, except where this would then make them sound like a perfect interval. (For instance, 


there is no diminished sixth.) 
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Intervals change their name when turned upside down, or inverted. 


By inversion: Primes become Octaves. 
Seconds »  Sevenths. 
Thirds ths. 
Fourths 49/5) Bat ths. 
Fifths ” Fourths. 
Sixths ” Thirds. 
Sevenths » Seconds. 


Octaves ” Primes. 


Also: Perfect remains Perfect. 
Major become Minor. 
Minor i Major. 

Augmented » Diminished. 


Diminished » Augmented. 


The theory of music is too complex for a small work like this. Let the student learn 
to recognize and to hear the intervals as outlined above and later on go more deeply 
into the study of the theory of music. The following words should be understood; 


however. 
: e 
Diatonic means to proceed according to any natural scale, in the order of the 


degrees, including half and whole steps. The following passage is diatonic. 
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CHAPTER IX 





There are two modes, or keys in common use in music. These are called major 
and minor and are distinguished by the different arrangement of the whole steps and. 


half steps in their scale. 


In the major scale there are half steps between the third and fourth, and the sev- 
enth and eighth degrees going up. All other steps are whole steps. The following 


diagram will make this clear. 


Half Step Half Step 











| “A nar” 
O—>- Be ® 
Whole Whole Whole Whole Whole 
Step Step Step Step Step 


The scale of C Major is the only one that conforms to this without the addition 
of sharps or flats. If we divide this scale into two halves we find that each half is 
similarly constructed, that is, each half has a succession of two whole steps and one 
half step. This arrangement of four diatonic tones is called a tetrachord and a maj- 


or scale is thus formed of two tetrachords separated by a whole step. 


C Major Scale ° 
Tetrachord 


Tetrachord 






Rt cee \/f 
Whole Whole Half Whole Whole 


When we begin a new scale on the fifth note (counting upward) of this scale we 
find that the second half of the C scale fits perfectly for the first half of the G scale, 
but we must raise the seventh tone to F# in order to make the second half conform 


to our pattern. 
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All other sharp scales are similarly formed in regular order by taking as a start- 
ing point the fifth note of each scale and raising the seventh of the new scale. Ob- 
serve that in each case the last tetrachord of one scale becomes the first tetrachord 
of the next. The student should work this out. 


As the sharps come into these scales they are gathered together, in the order in 


which they occur, to form the signatures of the various keys. 





G Major D Major A Major  E Major B Major F# Major C# Major 


When we begin a new scale on the fifth note (counting downward) of the C scale 
we find that the first half of the C scale fits perfectly for the second half of the F 
scale, but we must lower the fourth tone to Bb in order to make the first half con - 


form to our pattern. 


All other flat scales are similarly formed in regular order by taking the fifth note 
(counting downward) as a starting point and lowering the fourth of each new scale. 
Observe that in each case the first tetrachord of one scale becomes the second tetra- 
chord of the next. The student should work this out. 


As the flats come into these scales they are gathered together, in the order in 


which they occur, to form the signatures of the various keys. 





F Major Bb Major Eb Major Ab Major Db Major Gb Major Ch Major 
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CHAPTER X 





Each major key or scale has a companion key or scale. This companion key or 
scale is called minor. When this minor scale has the same signature as the major 
scale itis said to be a relative scale or key. When this minor scale begins on the 


same note as the major scale it is saidto be a parallel scale or key. 





Relative keys Parallel keys 


We will concern ourselves only with the relative minor scales. These exist in 
three forms, two of which are used in what we call the melodic scale, and another in | 


what is known as the harmonic scale. 


Relative minor scales begin a minor third below the major scale. For C major 
this would be A minor. But when we try out the scale starting thus on A our ears 
are not satisfied, with the sound of it going up, only the descending form sounding 
all right. This natural scale is at present used only as the descending form of what 


we call the melodic scale. 


Example:- 


Natural A minor scale 






Not used Used as the descending form of the mel- 
odic scale. 


The seventh tone of the ascending scale is the one that does not satisfy our ears. 


When this is raised one half tone the scale is improved. This is called the harmonic 


scale andis used in both ascending and descending forms. 
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‘A minor scale (Harmonic Form) 





If you will examine this scale closely you will find that there is a skip of one and 
one-half steps between the sixth and seventh degrees of the scale. To make the scale 
smoother we have another form which raises the sixth as well as the sevunth tones 
one half step. This is called the melodic form, but itis used only going up. The nat- 
ural form is used going down because the other form would not sound well descend - 


ing. 


A minor scale (Melodic Form) 





The student is advised to work out the minor scales for himself. Start each rela- 
tive scale a minor third below the major. Raise the seventh tone one half step for 
the harmonic form. Raise the sixth and seventh tones one half step for the melodic 
form, but cancel these raised tones using only the tones called for by the signature 


when counting down. 


We show the signatures of the various minor keys. 





A minor E minor B minor F# minor C# minor G# minor D# minor A# minor 
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CHAPTER XI 


Chromatic Scales are scales which have only half steps. They are formed by filling 
in the missing half steps in other scales. The rule is to write a major scale, then fill 
in the missing half steps by raising one, two, four and five, and lowering seven for the 
ascending form. For the descending form lower seven, six, three andtwo, but raise 
four. The example will make this clear. 


1 raised 2 raised 4 raised 5 raised 6 lowered7 8 





0, 
oo 
8 VYlowered Glowered 5 raised 4 3 lowered 2lowered 1 


There are many ways of naming the degrees of the scale. 


First we have the letter names. These change according to the scale we are play- 
ing. For the scale of C major they are:- . 


CDEFGABC. 


Second, we have the solfeggio names. These, too, change according to the scale 
we are playing. For the scale of C major the Italians use:- 


Do, Re, Mi, Fa, Sol, La, Si, Do. 


Third, we have the Tonic-Solfa names. These do not change with the scale we are 
playing as the Do is a movable do. The key-note is always do, and the names are:- 


Doh, Ray, Me, Fah, Soh, Lah, Ti, Doh. 


Fourth, we have the number names. These do not change with the scale we are play - 
ing. They are much used in the study of harmony and are always in Roman Form:- 


I. I I TV. 4. ae 


Fifth, we have the harmony names. These, also, do not change with the scale. They 


ees a I Tonic Key note 
II Supertonic Above the Tonic 
III Mediant Third above the Tonic 
IV Subdominant Fifth below the Tonic 
V Dominant Fifth above the Tonic 
VI Submediant Third below the Tonic 
VII Leading Tone Leading to the Tonic 
I Tonic Key note 


Because the seventh degree of the descending form of the melodic minor cannot lead 
to the key note this has a different name, the sub-tonic. 
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CHAPTER XII 


Tempo marks are placed at the beginning of a piece of music to indicate the speed 


with which it is to be played. The following list gives those most commonly used. 


Grave Very slow and solemn. 
Largo Very slow and broad. 
Larghetto Not quite so slow as largo. 
Adagio Slow. 

Lento Slow. 

Andante Moderately slow. 
Andantino Not as slow as andante. 
Moderato Moderate speed. 
Allegretto Not as lively as allegro. 
Allegro Lively. 

Vivace Very lively. 

Presto Very fast. 

Prestissimo Extremely fast. 





Meno mosso Less motion, less fast. 
More motion, faster. 
Little by little. 


Doppio movimento Twice as fast. 


Piu mosso 

poco a poco 
L’istesso tempo In the same time. 
Allargando Decreasing and broadening the time 


Stringendo Pressing onward. 





The musician should know the meaning and style of execution of the older dance 
forms, the minuet, gavotte, sarabande, etc.; the various types of folk-dances, such as 


the bolero, polonaise, tarantelle, etc.; the newer dance forms, the waltz, two-step, one- 


ees oe 


step, fox-trot, tango, etc.; the various types of marches, in } 2,2,8 time, etc. 





Every serious musician should own and frequently consult a good dictionary of mus- 
ical terms, and should carry on the study of the theory of music (harmony, counter- : 


point, canon, fugue, composition and orchestration) with the best teacher available. ; 
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DIAGRAM OF PIANO-ACCORDION KEYBOARD 
FOR THE RIGHT HAND 


White Keys represent the natural notes, Black Keys indicate sharps and flats. 






WOLLOG 





Above is illustrated the customary arrangement of the keyboard of a standard 120 


bass accordion. There are 41 keys, with a range of 3% octaves from F below the 
staff (treble clef) to the second A above. 


Smaller instruments are made with keyboard having a lesser number of keys, several 
of the upper tones usually being left off, which would not change the general arrange - 


ment as shown above, excepting to shorten the range slightly. 


Extra large accordions sometimes have one, two or three more notes in the upper 





register than shown, although such additions are rare. 


In all models the white and black key arrangement is always the same as illustrated. 
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INSTRUCTIONS FOR THE RIGHT HAND 

It is very important that the touch of the right hand be very light. Putting too much 
pressure on keys will deprive the student of acquiring maximum velocity. Always relax 
the hand, wrist and forearm, which will eliminate the tiring effects caused by holding mus- 
cles rigid. Hold wrist about level with the keyboard, keep fingers well curved, strike straight 
down on keys. After memorizing anew selection, learn to keep eyes off the keyboard as 
much as Rensibie, 


: 1 MANIPULATION OF BELLOWS 


Words “OUT” and “IN” indicaté action of bellows, these 
words are inclosed in brackets. Most important is a free and 
easy action of the bellows. Never jerk bellows. Regulate bel- 
lows more from the top than from the bottom. Bottom of bel- 
lows should be opened only in the event of completing an unu- 
sually lengthy passage. 





EXPLANATION OF THE RIGHT HAND SWITCH 


ved uae: te When the Right Hand Switch is open it adds an additional 
ing for the righthand, = Octave below the keyboard notes being played. It is advisable 


that student play with the switch open until instructed otherwise. 


KEY OF C MAJOR 
FIRST EXERCISES FOR THE RIGHT HAND IN COMMON TIME 


(Refer to chapter III- Division of time.) 


WHOLE NOTES (Refer to chapter II- Length of notes.) Numbers indicate correct fingering. (See illus. above) 
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EIGHTH NOTE 


EXERCISE WITH HALF NOTE AND QUARTER NOTE RESTS (Refer to chapter II-Rests). 
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CHART OF BASSES FOR 


120 BASS MODEL PIANO-ACCORDION 


While there are many different sizes of accordions, with bass systems running from 12 to 140 or even more bass buttons,the Model hav- 
ing 120 bass buttons is by far the one most commonly used. The following detailed chart shows the arrangement of the single tone basses 
and the accompaniment chords, and with only a few exceptions, the same system is employed in arranging the buttons on all other models. 
A comparison of this chart with those on the following two pages will show the differences clearly. 


BELLOWS 


Single Tones 


(Basses) 
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CHARTS FOR ACCORDIONS HAVING 
LESS THAN 120 BASSES 


96 BASS KEYBOARD 


®®O©OOQOOQHOH@@BOHOO®O 
@QQO@OLHOOQO®OOOHOOO® 
@ BO GHO OOOOH OOo & 
QBGH®HOO®OO®® OOH 
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— SQ@HHHOQOQHOOHHOOW 


80 BASS KEYBOARD 
@®@®QOQOQQOOOOH@O@OHDOHOO® 
QOOQOOOOQOOQOOOQHOOY® 
QO OS HOO) ®OS WB OO & 
WOOO BH @ OH OS® O®OO® 
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60 BASS KEYBOARD 
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®) OO®©OQOOOOO®® 
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48 BASS KEYBOARD 
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Basses 


Basses 
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CHARTS FOR ACCORDIONS HAVING 
MORE THAN 120 BASSES 


140 BASS KEYBOARD 
with Minor Counter Basses 


OCOOOQMOOQOOOOOOOOH® [en 
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asses 


Minor 

Chords 
Dominant Sev- 
enth Chords 


Diminished 
Chords 


140 BASS KEYBOARD 
with Augmented Chords 
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Accordions are sometimes made with 160 basses, having the minor counter bass row 
#* shown in the upper chart above, and also the augmented chord row as shown in the 


pleteness. 


wenn 


lower chart. This arrangement is unquestionably desirable from the standpoint of com- ae 
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| 34 “INSTRUCTIONS FOR THE LEFT HAND 


First cultivate alight touch. Never hold button down for more than the actual value 
of the note. This will allow the right hand melody to predominate. The fingering for the 
left hand will be indicated below, or to the right side of the Bass Notes, Chord Notes or 
Chord Titles, and have been chosen in a convenient manner, cultivating a smooth, easier 
P| technique, and a more liberal command of the left hand. 


The thumb of the left hand not being used atall, the following 
numbering system will be used to show the correct fingering: 


1-the forefinger 3-the ring finger 
2-the middle finger 4- the little finger 


(See illustration at left.) 
INSTRUCTIONS FOR BASS KEYBOARD 


The Bass Clef will be utilized for the Left Hand.(Refer to chap- 
ter I - Staffs.) The notes above C (second space) ascending, will be 
utilized in notating Chords. The notes from C (second space) de- 





Numbers as indicated above will scending, for notating the Basses. 

be used to designate the proper fin- 
gering for the left hand. Chords played on chord rows. 
I 


GM Em CM 
Bass notes played on bass rows. GM Em CM FM Tm 
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EXPLANATION OF MAJOR CHORD 


A Major Chord consists of a combination of three different tones, namely, Wie Funda- 

mental Tone, Major Third and Perfect Fifth (refer to chapter VIII- Intervals). When the Fun- 

i damental Tone is placed lowest, it is then determined as the Fundamental Position. When the 

Major Third is placed lowest, it is then determined as the first inversion. When the Perfect 

Fifth is placed lowest, it is then determined as the second inversion. Following is an example 
of the C Major Chord in its three positions as described above: 


° 3s 





ara: Oa 


oe 


<2 NE (\ RSS 
SS SS ee 
, TENGE, 2, IRL S 











Fundamental Position First Inversion Second Inversion 


A complete Major Chord can be produced by any one button on the Major Chord row, but 
in view of the fact that it is mechanically constructed in only one of the above named positions, 
it cannot be inverted into the remaining positions insofar as any one Chord Button is con- 
cerned. However, by the addition of a bass note inthe Bass Rows, the three different pos- 
itions can be effected. The bass notes contain the lower range of tones and any one of the 
three tones of a Major Chord can be choéen as a bass note. Note following example: 


SS 














| Chord Chord Chord 

i eo) ee eee WEEE] BERGER) a 
| I 0 GE BETS 0 ERR) CSS) 1 2 
Nt ST RERES) SP 
| 


Bass & note Bass“ note Bass note 
Fundamental Position First Inversion Second Inversion 


This manner of producing all different positions of all different chords is fully demon- 
strated in the “Review of most important chords for the Piano-Accordion”. It is then to be 
observed that the three different positions of a Major Chord in any one key should be rec- 
ognized as belonging to that particular key and will be produced in one position by the 
Major Button of that key in the Major Chord Row. 
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in 44 Rhythm 


Bass Exercise 
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ight Hand 


Peparatory Exercises for Scales for the R 


After Thumb has played one note, 


indicated for Thumb. 


it should move instantly in direction of next note 





For repeat bars, refer to Chapter V- Signs. 





Diatonic Scale of C Major for the Right Hand 











CLARKE FORTNER 
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The Perfect Fifth of the Major Chord as used in the left hand for an alternating bass note. 


or Third of the Major Chord as used in the left hand for an alternating bas 





s note. 
the finger - 


es, tl 
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he Counter Bass or 1st Row of bass 


and all subsequent Counter Bass Row fingerings will be underlined t 
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Since this note must be played in t 
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Diatonic Seale of C Major for the Left Hand 


student can play the Major Scale on left 


After memorizing the fingering in one key, 
d with the same fingering in any key. 





IN 


OUT 


IN 


IN 


Bass Solo 
OUT 


han 


It will be noted, that while there is only one complete Octave of Bass tones, extend- 


ing usually from low C to the first B above, each tone consists of three or four Octavesin 


‘Unison, and Scales starting at any point will sound as if continually ascendi 








ng or descend- 
thin this range 


ing. It is therefore necessary to play the higher or lower Octave of music wi 


only. 








Diatonic Seale of C Major for Both Hands 








Bass Solo 


Broken Thirds 
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Diatonic Seale of C M 
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Exercise for Bass Solo Left Hand, and Chords for Right Hand 
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Bass solo 


CZERNY 
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Will You Come To The Bow’r 


A STUDY IN THIRDS AND SIXTHS. 


Arr by GALLA-RINI 
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A STUDY IN ACCIDENTALS. (Refer to chapter IV — Sharps, Flats.) 
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Arpeggio in C Major 
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It is important to play slowly at first 


increasing the tempo gradually. 


’ 


IN 


OUT 


Home Sweet Home 


EXERCISES FOR DOTTED NOTES. (Refer to Chapter II— Length of Notes. ) 








Exercise on Ties 


(Refer to Chapter VI— Manner of Playing. ) 
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Arr. by GALLA- RINI 
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Little Playmates 


(Keep fingers curved—strike straight down on keys) 
OUT 


Exercise for Independence of Fingers for the Right Hand 











Exercise on Syncopated Rhythm 








KEY OF G MAJOR 


DIATONIC SCALE. (Refer to 





written in 2/4 time: 


Same style as above, 


Key signature.) 
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The Minor Chord consists of the Fundamental Tone, Minor Third and Perfect Fifth. 
(Refer to chapter VIII—Intervals.) This Chord will be found on the Minor Chord Row, and 


THE RELATIVE MINOR KEY OF C MAJOR. (Refer to chapter X—Minor Scales.) 
willbe designated with a small letter “m” 
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KEY OF F MAJOR 


DIATONIC SCALE (Refer to chapter IX — Key signature) 
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Bass solo 


F Major 
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Arpegg 
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Petit Mazurka 
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DOMINANT SEVENTH CHORD 


The Dominant Seventh Chord consists of the Dominant Tone, a Major Third, a Per- 


fth and a Minor Seventh. This Chord will be found on the Dominant Seventh Chord 


Row, and will be designated with a capital S following the name of the Root tone. 
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Exercise on Dominant Seventh Chords for Both Hands > 
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DIMINISHED CHORD 


This Chord consists of a Root, a Minor Third and a Diminished Fifth, and will be found 
on the Diminished Chord Row. Contrary to the usual procedure of naming a Chord on its 
Fundamental Tone, the Diminished Chord of Three Notes, in this case is named on the 
Minor Third from the Root Tone, and will be designated with the small letter d. 





DIMINISHED SEVENTH CHORD 


The Diminished Seventh Chord consists of three intervals named above, with the Di- 
minished Seventh added. This Chord can be played complete by combining two Diminished 
Chords lying three rows apart, or by combining a Diminished Chord with the proper Coun- 


ter Bass situated directly across the Keyboard. Ca 
-Ad1 
; 2 b 4 
2 
Two Dim. Chords. One Dim.Chord and one Bass Note. 


Note that the bass tone is not in the C chord row but is located 
directly across from the dim. button in the counter bass row. 


The combination last mentioned is indicated in the fourth measure of the following ex- 
ercise: 





Cd Cd Cd 
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The Melodic Minor Scale cf A for the Rieht Hand 


(Refer to chapter X—Minor Scales.) 


The Melodic Minor Seale of A for the Left Hand 


% 


After memorizing the fingering in one key, the student can play the Melodic Minor 





Explanation of 140 Bass Keyboard with Minor Counter Basses 


Scale on left hand with the same fingering in any key. 


For the 140 Bass Keyboard with Minor Counter Basses, all fingerings for this sys- 
tem will be indicated in the second line. However, for the Minor Counter Bass Row, fin- 


®erings will be inclosed in a circle. 
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The Melodic Minor Seale of A for Both Hands 
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Indication Signs for the Right Hand Switch 


Right Hand Switch will be indicated in following selection in this manner:- Full 


Single Register. 


Register, 


Study In A Minor 
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KEY OF B FLAT MAJOR 


DIATONIC SCALE 








Bass solo 


Arpeggio in B Flat Major 


To reach Octave Note in last measure of following exercise, observe indication for 


changing fingers during the playing of one note. 





Fox And Goose 
A STUDY ON STACCATO NOTES. (Refer to chapter VI—Manner of playing. 


ercise 





Tn this ex- 


raising the finger from one 
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the notes are to be separated from each other by slight rests, 
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RINI 


Arr. by GALLA 


key before the other key is down. 
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MARCH (Count two beats in a measure 
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C. M. ZIEHRER 
Arr.by GALLA-RINI 


2nd time 8% higher. 
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Aloha Oe 


WALTZ 
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Arr. by GALLA 
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Exercise in 3/g tempo 
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KEY OF E MAJOR 


DIATONIC SCALE 


Bass solo 






Arpeggio in E Major 





Believe Me If All Those Endearing Young Charms 





MOORE 


Arr. rad GALLA-RINI 


Exercise in 6/g tempo. (Count six beats in a measure). 
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AUGMENTED CHORDS 
EXPLANATION OF 140 BASS KEYBOARD WITH AUGMENTED CHORDS 


For the 140 Bass Keyboard with Augmented Chords, this Chord consists of a Root, a ‘ 
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Inversions of Augmented Chords. 


In the following exercise there are two lines indicated for the Left Hand.Upper Left Hand | 


yS-— 


a Bass passage written ; 


mented Chords. Lower Left Hand line is for the Bass S 


is an example of interpolating 


A 
and 


System with 
ted Chords, 


gmen 
in Waltz Tempo around the Root and Major Third of this Chord: 


line is for the Bass 
tem without Au 








ter III— Division of Time) 
ly on Bass Systems without Augmented Chords. 


P 


This exercise is to be played exclusive 


Substitution for Augmented Chords, in Fox-Trot Tempo 
(Refer to cha 
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KEY OF A FLAT MAJOR 


DIATONIC SCALE 


Arpeggio in A Flat Major 





Exercise in F Minor 
These exercises are especially intended for developing technique of the fourth finger 


on left hand. 
Left Hand 
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Exercise with Sustained Basses 
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ingering 


Substitute Choice of Bass F 


Sixth and Eighth measures of the following exercise indicates the 


Major Third of Major Chord and Minor Third of Minor Chord as Bass Notes, played in 


Fourth, 
substitute positions. 


The Second, 





OUT 
Left Hand GS 











Exercise on Marks of Expression 


Decrescendo 


Crescendo is produced by a gradually increasing pressure on Bellows. 
by gradually decreasing pressure on Bellows. An Accent or Marcato is produced by a sud- 


den and sharp pull or push of the bellows simultaneously with the pressing of the keys. 
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and is indicated with a perpendi 
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be divided two in a bar, the division being in half 


Explanation of Fox-Trot Tempo 
“Alla Breve 
Celeste Aida 


chnically termed 


line through the letter C signifying it is to 


trot tempo is te 
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Diatonic Scale of B Major in Octaves 











Diatonic Scale of B Major in Broken Octaves 
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KEY OF D FLAT MAJOR 





SCALE 





DIATONIC 
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KEY OF F SHARP MAJOR 


DIATONIC SCALE 
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The Chromatic Seale of C for the Right Hand 
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The Chromatic Scale of C for the Left Hand 


This exercise is indicated in gradual sections. 





Chromatic Scale can be played on the 


After memorizing the fingering in one key, 
left hand with the same fingering in any key. 


the 


IN 


OUT 


OUT IN 


IN 


OUT 
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Seale of C for Both Hands 
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Substitute Positions of the Dominant Seventh Chords for the Left Hand 7A 


By combining a given Bass Note on the Counterbass Row with the Diminished Three- 
Note Chord on the Seventh Row below, a complete Dominant Seventh Chord, belonging to 
the next Key below the Diminished Chord, and with Root as Bass Tone, will be produced. 





By combining a given Bass Note on the Counterbass Row with the Major Chord on the 
Sixth Row below, a complete Dominant Seventh Chord, belonging to the Key of the Major 
Chord, and with the Seventh Interval as Bass Tone, will be produced. 





These Substitute Positions of the Dominant Seventh Chords should be memorized and 
practiced frequently as they can be utilized to great advantage on proper occasions. Follow- 
ing is an example of Chord progressions, utilizing the above mentioned Substitute Positions. 


Dm1 Fd4 Dm1 BbM4 GS:1 BbM4 Dm1 





Following examples will indicate manner of playing a series of Dominant Seventh Chords 
in chromatic succession, ascending and descending. This is made possible by alternating the 
original positions and fingers with the substitute positions and fingers. 


Dominant Seventh Chords with Root as Bass Tone. 


CS1 Abda DS1 Bbda ES1 BbdaDS1Abda CS1 FSi DbdsGS1Ebda AS1 Ebd4 GSiDbda FSi 














, ae 4 4 
To ae a ee 
Oe Dp oe a 
1 GRE a ith 





Dominant Seventh Chords with Seventh Interval as Bass Tone. 


CM1 DbM4 DM1 EbM4 EM: EbM4DM1DbMs4 CMi FM1GbM4GM1 AbMs AM: AbM4GMiGbM4 FM1 





By combining a given Bass Note on the Fundamental Bass Row with the Diminished 
Three-Note Chord of the next Row above, a complete Dominant Seventh Chord, belonging 
to the Key of the Bass Note and Root as Bass Tone, will be produced. Altho similar to 
usual manner of playing Dominant Seventh Chord with Root as Bass Tone, it nevertheless 
is important to study, as illustrated in the following example. 
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ADDITIONAL SEVENTH CHORDS 


These chords are essential to modern harmony. 


In addition to the principal seventh chord (the dominant seventh) and the diminished 
seventh chord, the following studies indicate the manner of producing the Major Chord 
with Major Seventh, the Minor Chord with Minor Seventh and the Diminished (Three 
Note) Chord with Minor Seventh. Observe in first study (not to be played) that two 
Three Note Chords appear in one Seventh Chord. 


MAJOR Chord with Minor Chord with Diminished Chord 
MAJOR Seventh. Minor Seventh. Mino. Seventh: 


E Minor F MAJOR D Minor 





Following study indicates Chords mentioned above with Root Tones in Basses and 
also the substitute positions: 


es. 





Following study indicates same seventh chords by combining two Three-Note Chords 


exclusive of Basses. 





The Third and Fifth Notes of above mentioned Chords will be indicated as Bass 
Notes, in the Review of Chords for Piano-Accordion. 
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THE NINTH CHORDS 


The Principle Ninth Chord consists of the Dominant Seventh Chord with an added 
Major Ninth and is the most practical of all Species of. Ninth Chords. It can be pro-. 
duced by combining a Major Chord (also its Fundamental Bass Note, usually included) 
with the Minor Chord of the Row above. 





This Chord can also be produced by combining a Diminished Chord and Minor 
Chord of one Row with the Fundamental Bass note of the Row below. . The following 


example illustrates the same Chords as in above example. 





The next example illustrates another specie of Ninth Chord similar to the above, the 
difference lying in the Minor Ninth interval instead of the Major. This Chord is seldom 
used, but nevertheless is of certain importance and when played has a distinctive effect. 
It can be produced by combining a Major Chord and its Fundamental Bass note with the 
Diminished Chord on the Fifth Row below. 


(Eb Dim. 4 RF Dim. 






Other Species of Ninth Chords are rarely used and are of little importance. The Root 
of the Ninth Chords, practically without exception, appear as the lowest note and there- 
fore admits of no actual Inversions of the Ninth Chords, however, the’ Third, Fifth, Sev- 
enth and Ninth Intervals will be found in different positions, creating the effect (to a cer- 


tain extent) of being inverted, without technically describing it as such. 


It will therefore be unneccesary to illustrate any manner of Inversions as explained 
above, the process of inverting the Third, Fifth, Seventh and Ninth Intervals being similar, 


in appearance, to Inversions of a Seventh Chord. 
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Exercise on Technique for Both Hands 


Bass solo 





Exercise on Triplets for Both Hands 


(Refer to chapter II—Length of Notes) 
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Exercises for Passing Thumb Under Fingers tor Right Hand with 
Each hand should be practiced separately first, then combined. 
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These exercises should also be practiced Legato as well as Staccato, the Slur extend- 


ing from the first to the last note of each measure. 
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DOMINANT SEVENTH CHORD ARPEGGIO 
Key of C M 
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sat Exercises on Thirty-Second notes for the Right Hand 


With Sixteenth Notes on the Left Hand 


Each hand should be practiced separately, then combined, also Legato as well as Stac- 
cato, the Slur extending from the first to the last note of each measure. / 
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Exercises on Chromatic Thirds for the Right Hand 
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64 Additional Exercises for Independence of Fingers for the Right Hand 
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Exercise on Articulation of the Right Hand Fingers 
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Observe in some instances, that one finger (the Fourth Finger) has been indicated to play 
Key of C 


two buttons simultaneously. 
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Key of E 
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REVIEW OF MOST IMPORTANT SCALES FOR 
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REVIEW OF ALL CHROMATIC SCALES 
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KEY OF C 





KEY OF D FLAT 
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100 Jazz Breaks for the Piano -Accordion 


A Jazz Break occurs generally in the fifteenth and sixteenth bars of a chorus 
at times the construction of a chorus permits the use of a Break in the seventh a 


cretion. Observe all phrasings and accents because the 
proper effect. A majority of Breaks can be played an O 


bars, or the twenty- 
chorus will have at 


100 





é i 


33678 

















101 


G Seventh Breaks 
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D Seventh Breaks 
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F Seventh Breaks 
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B Flat Seventh Breaks 
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LISZT 
Arr. by GALLA- RINI 


Insert F major break. 
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INDICATION SIGNS FOR THE LEFT HAND SWITCH 


Left hand switch will be indicated in following selection in this manner, 


Full regis- 


ter. Single register. The single register will produce a beautiful organ effect. 
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Knights of the Air 
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By GALLA-RINI 
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Las Golondrinas 


(The Swallows) 


SERRADELL 
Arr. by GALLA - RINI 
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OVERTURE 


KELER BELA Op. 73 
Arr. by GALLA-RINI 
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GALLA-RINI 


“CONCERT ALBUMS 


FOR 


PIANO ACCORDION 


Introducing 3 Albums of TEN PLANO ACCORDION ARRANGEMENTS including Standard 
Overtures, Marches and Classical Numbers, just as Mr. Galla-Rini plays them himself. 


ALBUM No. 1 
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ALBUM No. 3 
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“ORPHEUS IN THEVUNDER WORLD ooo cnc cc setan once ptmtedodawea teen qttsecnepe GWertires ae nei Offenbach 


POU UR ea oan Seog aat canes cca b aca cacatan ame anaaleghtlensaioctooni ere edi ceciksescttsace Suppe 





